Abstract: Count Tamás Erdődy (1558-1624), Ban of Slavonia and Croatia, one of the leading knights bannerets in the Kingdom of Hungary, pursued an illustrious political career: at different stages of his life he held several high offices of state, he was a successful participant in the fight against the Ottomans, he enjoyed the unconditional confidence of the Habsburg rulers, and he was nominated four times to the post of palatine, the highest position in the land, second only to the king. As a patron of the arts he was quick to recognise the potential power of visual devices. His support for the arts was closely connected to his political activities, and the works he commissioned, including the building work carried out on his estates, all played a part in his political ambitions and were linked to particular stages of his career. In his campaign to be elected palatine, he defined himself as Christ's victorious warrior, a hero defending both his nation and the Christian faith. This was reflected in his chosen motto, "In Deo vici," with its allusions to Constantine the Great; it was proven by the military title bestowed upon him, as a knight of the Order of the Precious Blood of our Saviour Jesus Christ of Mantua; and this image was reinforced by the heroic pictures of him, and by the posthumous portraits painted after them. Though it failed to achieve its political objective -for Erdődy never became palatine -the complex programme of patronage he followed, rare in the extreme in the Kingdom of Hungary in the early modern period, still dominates the way we regard this eminent nobleman.
In September 1583 Rudolf II, Holy Roman Emperor, appointed Tamás Erdődy, then a young man of just 25, to the position of Ban of Slavonia, Croatia and Dalmatia, to act as the legal representative of the ruler. 2 The provinces had once come under the governance of two separate bans, but by the end of the sixteenth century a significant part of the lands belonging to them had been conquered by the Ottomans, and the consequent drop in tax revenues meant that the now combined office of ban had lost much of its actual power; nevertheless, in terms of social prestige, this was still (after the palatine and the judge royal) the third highest ranking position in the Kingdom of Hungary. 3 Since the appointment of the ban -unlike, for instance, that of the palatine -was the exclusive prerogative of the ruler, the position was regarded as one of absolute royal confidence. In addition to representing the king and ensuring the administration of justice, the position of ban also carried greater military responsibility: the ban's banderium (battalion), while naturally subordinated to military high command, was also entrusted with defending the frontier. Since soldiers' payments were regularly delayed, the costs of guarding the border occasionally had to be raised by the ban himself. To an extent, these circumstances limited the king's scope when it came to choosing a ban: it seemed at least practical to select a candidate who ORSOLYA BUBRYÁK* ATHLETA CHRISTI POLITICAL PROPAGANDA IN THE ART PATRONAGE OF TAMÁS ERDŐDY, BAN OF CROATIA AND SLAVONIA -besides being of the Catholic faith and enjoying the ruler's absolute trust -also had military experience, was sufficiently wealthy, and owned substantial estates in Croatia-Slavonia. The latter factor was important not only for ensuring that the ban would have a personal interest in carrying out his defensive duties properly, but also because the local nobility would more readily accept a leader who was not permanently based outside the provinces under his command. The young Tamás Erdődy, whose father had also previously served as ban for a ten year period (1557-1567), 4 was a major landowner in CroatiaSlavonia, and could already boast a few minor successes on the battlefield, 5 so he fulfilled the above criteria perfectly. Nevertheless, his appointment was not smoothly achieved, for many opposed his candidacy on the grounds of his youth and inexperience. The champion of Erdődy's cause, István Radéczy, Bishop of Eger and Royal Governor, wrote a lengthy letter to the ruler, persuading him of the young man's suitability.
Since my great lord Kristóf Ungnád resigned his title as ban before the Hungarian Diet in
Posonii [Bratislava, Slovakia] Earning the title of ban, despite the undoubted financial burden this would entail, was of fundamental importance to Tamás Erdődy. Though he came from wealthy and influential stock -his grandfather, Péter Erdődy I, had been the nephew of the powerful Archbishop of Esztergom, Tamás Bakócz of Erdőd (Thomas Bakócz de Erdeud), and had inherited the lion's share of the cardinal's wealth -his family's position had begun to waver since the death of his father, Péter Erdődy II, in 1567. Tamás Erdődy was just nine years old at the time, and there were no senior male relatives alive to represent the family's interests at the highest levels. After becoming an adult and taking over the management of his estates, his appointment to high state office enabled him to restore his family's former position of influence. Indeed, as we shall see, his talent and ambitions soon elevated him into the nation's political elite. Tamás Erdődy wasted no time rewarding the faith placed in him by the royal court: he defeated the Ottomans in his very first year as ban, and in the following years he led his banderium to several further victories. 7 Erdődy regarded his most memorable triumph as the Battle of Sziszek (Sisak) in 1593, where his troops, combined with Imperial soldiers, managed to fight off the Ottoman army. Hasan Pasha, the leader of the invading forces, fell in the battle, and this stopped the march of the Ottomans against Zágráb (Zagreb). Admittedly not all of his campaigns resulted in victory, but his military career as a whole can be described as a success.
His political career also embarked on a rapid upward trajectory. Following the lead of his father, Péter Erdődy II, in 1580 Tamás Erdődy obtained reaffirmation of his title as count and an expansion of his coat of arms, both for himself and his heirs, and for his two siblings (Péter and Margit). 8 He served as Ban of Croatia and Slavonia for two separate terms (1583-1595 and 1608-1614). 9 He was councillor to the king from 1583 until his death, and between 1601 and 1603 he was also councillor to Archduke Ferdinand. 10 Between 1598 and 1603 he served as Master of the Stewards (magister dapiferorum), while he twice bore the title of Master of the Treasury (magister tavernicorum), in 1603-1608 and 1615-1624. 11 For valour, in 1607 he was made perpetual captain of Varasd Castle (Varaždin, Croatia) and hereditary lord lieutenant (comes) of the county of Varasd, titles that his descendants continued to bear until the second half of the nineteenth century. 12 Posterity regards Erdődy as a committed believer in the Counter-Reformation, who took determined steps to prevent the spread of the Reformation in Croatia and Slavonia. At the national assembly in Pozsony, when it turned out that Protestants would be allowed to settle freely in Croatia, Erdődy is alleged to have drawn his sword, proclaiming:
If by no other means, then we will use iron to wipe this infectious disgrace from our lands; we have three rivers, the Sava, the Drava and the Kulpa -these new guests will have to drink up the waters of one of them.
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The image formulated about him is clearly inseparable from the idea he himself propagated, which was further perpetuated by his descendants, that he was the "soldier of Christ." 14 His denominational allegiances, however, were clearly more nuanced than this. He had grown up in a court that at least sympathised with Protestantism, and he later chose a wife from an earnestly Protestant family. Several sources indicate that around 1560 his father, Péter Erdődy, was far from averse to Lutheran teachings: he allowed Lutheran preachers onto his estates, and permitted and encouraged the spread of Protestant Bible translations; there is even evidence that he requested one for himself. 15 The Lutheran preacher Primus Truber (Primož Trubar) wrote a letter (dated 19 July 1562) to Hans von Ungnad, head of the Protestant spiritual centre in Tübingen, that Ban Erdődy was "guet evangelisch, helt sich gantz christlich mit den evangelischen crobatischen briester." 16 Yet, whatever kind of instruction Tamás Erdődy had been raised under, by the 1580s, the "good Catholicism" exhibited by him and his family was beyond dispute. As seen above, in the letter of recommendation he wrote in 1583, Bishop Radéczy made special mention of Erdődy's Catholicism, and even asserted that this made Erdődy particularly suitable for the position of Ban of Croatia and Slavonia. His marriage to Anna Mária Ungnad in January 1584 was conducted in accordance with Catholic wedding rituals, 17 and by the end of the century at the latest, his wife -Hans von Ungnad's grand-daughter -had converted to Catholicism: in 1597, a volume titled Hasznos orvosság [Useful Medicine] by Lukács Pécsi was published in Nagyszombat (Trnava, Slovakia) with her financial support.
18
The immense trust placed in Tamás Erdődy by the Habsburgs is indicated by the fact that he was nominated by the royal house on four occasions (1608, 1609, 1618, 1622) for the highest public office in Hungary, the position of palatine, local "deputy" for the ruler, who was generally not present in the Kingdom of Hungary.
19 (Candidates for palatine were put forward by the king; by agreement with the estates of the realm, the candidates always comprised two Catholic and two Protestant noblemen; the estates would then elect one of the four candidates. In the first quarter of the century, the Protestant estates were in the majority, so one of the Protestant candidates tended to win the vote. Despite the royal court favouring Erdődy, who was famed for his unwavering Catholicism, he was not chosen once.)
Without a doubt, the crowning glory of Erdődy's political career was the international recognition he earned for his battles against the Turks and his defence of the Christian religion: in his twilight years (aged 62) -at his own request -Ferdinando Gonzaga, Duke of Mantua and Montferrat, appointed him a knight of the Order of the Redeemer of Mantua (full name: Order of the Precious Blood of our Saviour Jesus Christ of Mantua). 20 The Order of the Redeemer was instituted in 1608 by Ferdinando's father, Vincenzo Gonzaga, to mark the wedding (19 February 1608) of his first-born son Francesco to Margaret of Savoy, and received papal approval on 25 May 1608. 21 The duke founded this order expressly to honour those who had fought against the Ottomans in Hungary; he himself had ventured onto the Hungarian battlefield on three occasions, seeking -in vain, it must be said -military glory against the Turks. 22 Knights of the order had to be brave defenders of the Christian faith, following the example of Jesus Christ in spilling their own blood and risking their own lives to stand against all threats to the world of Christendom.
Indirect sources indicate that Tamás Erdődy was present in person in Mantua at the wedding of Francesco Gonzaga, when the establishment of the order was also celebrated. In Corte Villabella, a residence near the village of Marmirolo, not far from Mantua, the grand hall was decorated with the coats of arms of the members of the military order. There are only a few that have survived until the present day, but among them the coat of arms of Tamás Erdődy can be clearly recognised, accompanied with the date 25 May 1608 and the inscription "Conte Tomaso de Bartari di Sua Maestà Regia ambasiatore" (sic!). (Fig. 1) The then owner of the building, Marquis Massimiliano Cavriani, became a member of the Order of the Redeemer in November 1618, and the series of coats of arms was probably made soon afterwards, in early 1619. The date alongside the inscription is not when Tamás Erdődy became a knight, however, but when the order's deed of foundation was approved by Pope Paul V (Camillo Borghese). The only explanation for this is what the inscription itself also implies: that Erdődy -as an envoy -was present at the ceremony.
Erdődy would obviously have liked to become a member of the order at that time, but the number of knights was limited by strict rules: there could only be twenty members at any one time. Selection of members was decided by the dynastic and political connections of the Gonzaga family, and candidates from outside the Italian sphere of influence had to wait a long time for entry. Erdődy was eventually allowed to join the ranks of the knights in 1619, and he was invested at the start of the year. 23 At the mass held in Saint Stephen's Cathedral in Zágráb, "Bonettus", Ferdinando Gonzaga's envoy, placed the medal of the order upon Tamás Erdődy.
Great 
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These were the words read out by the envoy in honour of the count. The "sacred blood of the Redeemer" refers to the most treasured holy relic in Mantua, the "Most Precious Blood of Christ"; twelve members of the order held keys to the box it was kept in. 25 During ceremonies, the knights wore special clothes of carmine silk embroidered with gold thread, with capes and stockings of silver-coloured material. At their election, the knights swore an oath to defend Christianity, to protect the honour of the Pope in Rome and 
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In exchange, Erdődy received the Zrínyi demesnes in Medvevár, Rakonok and Verbovec (Medvedgrad, Rakovec and Vrbovec, Croatia), as well as 11,000 forints (some sources say 12,000 forints) in cash. 33 Beforehand he had asked the king to grant "praefectio in filium" (bestowing the status of "son" upon a daughter, for inheritance purposes) to Anna Erdődy, to guarantee her the right to inherit the lands in question, which were intended as part of the girl's dowry. (Fig. 3) The following year, in 1592, he also restored the castle in Jasztrebarszka (Jastrebarsko, Croatia), in the county of Zágráb, thus providing himself with residences befitting his rank in both of the counties under his control. 47 ( Fig. 4) During the seventeenth century, the county (and city) of Varasd, which had suffered the least from Ottoman conquest, assumed an increasingly important role in the representation of the Ban of Slavonia and Croatia, especially if the ban also happened to be lord lieutenant of Varasd, as was the case with Tamás Erdődy. Erdődy bore the title of lord lieutenant of Varasd from 1588, and he received the demesne in pledge in 1591. 45 In the same year he ordered the renovation of Varasd Castle, and an armorial stone bearing the Erdődy-Ungnad coat of arms and the year 1591 can still be seen there would have gladly done the same, had we been in possession of such a castle, with all its incomes and profits, for sixty whole years. 43 The trial was eventually won by Erdődy: his family took back possession of Monyorókerék, Vép and Vörösvár, in exchange for which they had to pay off the mortgage on Medvevár and the other Zrínyi estates, before returning them to their original owners, and also pay back the 12,000 forints given by Zrínyi. 
II. TAMÁS ERDŐDY, PATRON OF THE ARTS

Residences in the Kingdom of Hungary and in Slavonia/Croatia
In 1595, however, there was a change in his political ambitions: instead of furthering his military vocation, he seems to have chosen a career in the royal court. He asked to be relieved of his duties as Ban of Croatia and Slavonia, but initially this was refused by Rudolf II; in 1596, his second request was granted. 48 For a while he occupied a couple of slightly less prestigious positions: between 1598 and 1603 he was Master of the Stewards, and then from 1603 until 1608 he served as Master of the Treasury. His altered position also brought about changes to his place of residence, and he sought accommodation closer to the Viennese court and to the national assemblies in Pozsony. The lands in western Hungary that he had inherited as part of the Bakócz legacy were not available to him at the time, for they were still under the control of the Zrínyi family. He therefore opted to set up home in Szomolány Castle, approximately 50 km from Pozsony, which had been left to the Erdődys following the death in February 1596 of his wife's mother, Anna Lossonczy. 49 Tamás Erdődy had immediately set about renovating the castle, and the new altar in the castle chapel was, according to its inscription, completed that same year.
Altarpiece of the Holy Cross, Szomolány
Though only fragmentary, this altarpiece still survives ( ing the Tablets of the Law, symbolising the Old and New Testaments, and the chalice collecting the Precious Blood, with the Eucharist. The two side panels depict Saint Thomas the Apostle and the Virgin Mary. 50 The painting of Christ Crucified partly follows the composition used by Jan Sadeler I (1550-1600), though it omits the lower section and the snake curling around the globe at the base of the Cross; instead there is a view of a town in the background of the scene. (Fig. 6 ) The veduta is a mixture of Roman and Venetian architectural elements -to the right of the base of the Cross, for instance, can be seen the Pantheon of Rome. Engravings by different members of the Sadeler family were extremely popular in Hungary in the late sixteenth and early seventeenth centuries, and a number of altars have survived which were modelled on their compositions.
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The original architecture of the Altarpiece of Szomolány (more accurately, of the parts that survived until the twentieth century) is known only from archive photography. After the altarpiece was placed in the museum, the paintings were removed from their frames, and the central panel showing the Crucifixion, the two wing panels, and the architectural components were all separated from each other. Based on the photograph, the altarpiece was also decorated with the dual coat of arms of the Erdődy and Esterházy families, accompanied by four small figures of angels, contained within a Rococo cartouche. Listed under a separate inventory, the altarpiece's voluted gable from the end of the sixteenth century has also survived. This bore the dual coat of arms of Tamás Erdődy and Anna Mária Ungnad, the couple who had commissioned it. (Fig. 7) The erstwhile inscription on the altar is known from the report of the canonical visitation to Szomolány 
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There is uncertainty, however, regarding exactly which parts belonged to it, for the work underwent some visible alterations, perhaps on more than one occasion. There is serious doubt that the original concept would have included the sculptural decorations mentioned in the nineteenth-century description, most of which -apart from a few angels -have now been lost. There is also some debate about whether the central depiction of the Crucifixion actually constituted an original part of the altarpiece. Based on a stylistic analysis of the painting of Christ Crucified, it has been dated by Slovak scholars to around 1620, and it is considered to be so different from the paintings in the wing panels that it has been removed from its original context.
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Indeed, there are a number of differences between the central panel and those on the wings: the wing panels have an archaic, monochrome gold background, while at the base of the Cross, there is a landscape in the background. The proportions of the figures in the wing panels are also different from those in the central painting. It is questionable, however, whether the differences in style really justify the full quarter-century discrepancy between the dating of the panels. Comparing the composition of Christ Crucified with the Sadeler engraving, it is immediately apparent that, while the painter copied the angels floating either side of the Cross with extreme precision, the background and the figure of Christ have both been executed in a way that deviates from the engraved forebear. It is striking that the angels, based on Sadeler's work, are far more successfully drawn than the somewhat cruder modelling of the figure of Christ. The latter is more reminiscent of the Saint Thomas in the side panel. This means that we cannot rule out the possibility that the supposed alteration that took place at the beginning of the seventeenth century involved an already existing painting of the Calvary, with the angels being added later. The differences in the proportions of the panels, meanwhile, are also not without precedent: a similar artistic invention to that used in the Erdődy altarpiece also gave rise, for example, to the altar in the chapel of Greillenstein Castle, made nearly the same time (around 1604) for the Kuefstein family, and which is still in its original location and condition. 55 ( Fig. 8 ) The very same solution was employed here as on the Erdődy altarpiece: the proportions of the central Calvary scene, painted with a landscaped background, are smaller than those of the side panels, depicting the Virgin Mary and Saint John the Evangelist, which were painted with monochrome backgrounds. A difference in proportions, therefore, does not necessarily prove that two works were executed at different times.
A good century later, however, the altar was, without question, substantially modified. The Erdődy-Esterházy coat of arms still visible on the altar in the archive photograph (Fig. 7) indicates that a role in commissioning the work was played by György Erdődy (eighteenth-century descendant of Tamás Erdődy) and his wife, Terézia Esterházy. 56 The four figures of angels shown in the photograph also seem to be eighteenth-century in origin, and we can assume that the other figural decorations on the altar architecture, now known only from written records, were also made at the same time and for the same commission by the Erdődy-Esterházy couple; this would include the two female figures -Mary Magdalene and Salome -mentioned by Jedlicska. In the first half of the century, the altar architecture underwent substantial change. Around 1729 György Erdődy and his wife continued renovation work in Szomolány, which was their main residence at the time. 57 It is highly likely that conversion of the chapel and modernisation of the altar architecture took place at this time. It must have been ready by 1731 at the latest, because the report of the canonical visitation in that year noted that mass was held regularly in the chapel. 58 The altar only remained in Szomolány for a few decades afterwards, however. There were primarily practical reasons for moving it: György Erdődy's youngest son, Kristóf Erdődy, accumulated debts that could only be settled by mortgaging the demesne. Szomolány Castle and its estates now passed into the hands of the Pálffy family -initially under pledge, and later on a permanent basis. The family residence was vacated at the end of the 1770s, after Kristóf's death, and the more valuable movable assets, including the fittings inside the castle chapel, were moved to Galgóc (Hlohovec, Slovakia) . In 1780, the visitation recorded that Tamás Erdődy's Altarpiece of the Holy Cross was on one of the side walls of the chapel in Galgóc. 59 This was fortunate for the altarpiece, because Szomolány soon fell into gradual neglect and disrepair, and was ravaged by fire in the nineteenth century -its present state is the result of reconstruction carried out in the late nineteenth and early twentieth centuries.
Saint John the Baptist -Altar Fragment
A fragment of another altarpiece that was probably commissioned by Tamás Erdődy was also once held in Galgóc Castle. (Fig. 9) The surviving part of a panel painting may have formed the right wing of the altar. 60 The figure of Saint John the Baptist stands beside some painted altar architecture, pointing with one hand towards the altar (presumably towards a panel showing the Crucifixion), and holding in the other the Lamb of God. The inscription on his cross-tipped staff reads: "Ecce Agnus Dei." The Erdődy coat of arms can be seen in the lower part of the painted architecture, and the surviving fragment has fortuitously preserved Tamás Erdődy's motto, "In Deo vici," which allows us to identify the person commissioning the work with a high degree of certainty.
61 The initials C. T. E. B. beneath the coat of arms are also presumed to conceal the name of Tamás Erdődy. 62 The panel painting was offered for sale from a private collection in Galgóc in 1984, when it was bought by the Slovak National Gallery. The fact that it came to light in Galgóc would seem to confirm its provenance, although as the estate only came into the Erdődys' possession in 1720, it cannot have been originally produced for Galgóc.
It is more likely to have followed a similar path to the Szomolány altarpiece, namely that 65 Today, like the other buildings mentioned, these castles lie in ruins.
The trust Erdődy enjoyed with the Habsburgs is illustrated by the fact that two months before the national assembly convened for autumn 1608, Archduke Matthias, who wanted to have himself crowned King of Hungary at the diet in Pozsony, asked for Erdődy's advice as to how he could gain the support of the Hungarian nobility. In the response he wrote on 8 September 1608, Erdődy advised him firstly to restore feudal liberties, which included, among other actions, reinstituting the post of palatine, which had remained empty since the death of Tamás Nádasdy in 1562. In addition to this unquestionably useful piece of advice, however, he also 67 The position of ban tied him more closely to Croatia and Slavonia, so he changed his main residence once more, and could now be found mostly in Varasd. A few years later, he transferred his estates in Upper Hungary to his son Kristóf, who was embarking on a career at the royal court, and who established his residence in Szomolány.
Kristóf Erdődy, first-born son of Tamás Erdődy, began his career with high hopes; in addition to the political power inherited from his father, he also married well, taking as his wife the daughter of György Thurzó, who in 1609 was elected palatine, making him the most influential nobleman in the Kingdom of Hungary. The cream of the Hungarian political elite attended the wedding feast in September 1612, and ambassadors were sent by the rulers and princes of neighbouring countries. 68 The Thurzó estates lay in Northeast Hungary, and the palatine made the express request that his daughter should remain living close by. The demesne of Szomolány-Jókő was therefore effectively given to Kristóf Erdődy as a "wedding gift." (This excessively generous support was later the subject of a trial between Kristóf's widow and his siblings.) In 1621, Kristóf Erdődy and his brother-in-law Imre Thurzó together performed an important diplomatic mission, mediating between Emperor Ferdinand II and Gábor (Gabriel) Bethlen, Prince of Transylvania, in negotiations preceding the Peace of Nikolsburg. (Neither of the mediators lived to see the treaty signed -within a couple of months of each other, both young men met a sudden, tragic end. The coincidence led many to suspect they were both poisoned.) 69 An important part of Tamás Erdődy's acquisition of wealth and property was his marriage policy, and this can also be seen in practice in the arrangements he made for his children. Erdődy's desire to bind his family closely to the Thurzó family resulted in a double marriage between the two dynasties: even before Kristóf Erdődy tied the knot, he became related to his future wife through another marriage -at the end of 1603, Zsuzsanna Erdődy became the wife of Kristóf Thurzó, brother of György Thurzó, who would later be chosen as palatine.
70 Tamás Erdődy also ensured that the marriages were arranged to the benefit of his estate-building policy: by orchestrating marital unions with the Draskovich and Keglevich families, both of whom were "neighbours" in Slavonia, he strengthened his estates in Croatia and Slavonia. 71 In addition to arranging marriages that were advantageous from political or economic points of view, he also -being a good "investor" -brought into his family a rising 
The Altar in the Chapel of Varasd Castle
Following on from the afore-mentioned renovation that took place in 1591, Erdődy's seat in Varasd was modernised in the second half of the 1610s, and it was at this time that the chapel was fitted with its new installations. According to the date legible on the altar architecture, the Altar of the Virgin Mary, also known as the Altar of Saint Lawrence (Fig. 11) , was erected in 1617. 72 The central image, which recalls the composition of the Sacra conversatione, depicts the Virgin, seated on a baldachin throne with the infant Jesus in her lap, and the dove of the Holy Spirit above her head. She is flanked on either side by two holy martyrs, Saint Lawrence and Pope (Saint) Sixtus II, standing on the steps to the throne, holding their distinctive attributes: Lawrence holds the gridiron, while Sixtus holds a book and a crosier. 73 The top part of the baldachin bears the inscription "Vita et Lux Hominu(m)." (Fig. 12) The very highest part of the altar structure contains a depiction of the Almighty Father surrounded by six cherub heads.
The central panel of the altarpiece in the castle chapel -like that of the Szomolány altarpiece -borrowed its composition from Jan Sadeler I: the image of the Virgin and Child seated on a baldachin throne, with little angels holding up a curtain, can be traced to an engraving Sadeler made in 1590 after Pieter de Witte (Peter Candid). (Fig. 13) One major change can be observed, which was probably of importance to Erdődy: the figures of Saint Stephen and Saint Lawrence in the engraving were replaced by the painter, so that on the Varasd altarpiece, Saint Lawrence is now on the left, while Saint Sixtus stands on the other side of the Virgin and Child, portrayed as an elderly pontiff. Further research is needed to find out why the figures of the two saints were changed. It may, perhaps, be of relevance that during the period of Erdődy's promotion up the ranks of political power, his appointment as Ban of Croatia, and his first military triumphs, the throne of Saint Peter was occupied by Pope Sixtus V (Felice Peretti), who was famous not only for the extensive programme of public works he initiated in Rome, but also -his family having originated in Dalmatia -as the main supporter of Roman churches and places of pilgrimage of the Croatian "nation."
The lower right of the altar architecture is emblazoned with Erdődy's personal "insignia," his family coat of arms and the motto "In Deo vici" (Fig. 14) , while on the left there is an image of the Veil of Veronica. (Fig. 15) In the centre of the predella of the columned altar structure is a small copy of the engraving made by Aegidius Sadeler after Hans von Aachen's altar painting The Crucifixion, in Munich. 74 ( Figs. 
16-17) Heroic Portraits of Tamás Erdődy
The aspect of Tamás Erdődy's patronage of the arts which served to present him in a heroic light, and which was expressly propagandistic in nature, can best be interpreted in connection with the political role he played, especially with regard to his ambitions to be elected palatine.
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As a result of the death of György Thurzó the winter of 1616, the position of palatine was once more open, and Erdődy once again regarded himself as one of the obvious candidates for the office. He may have considered his chances this time around even greater than at previous ballots: in the intervening period, the balance of power among the religious denominations had changed, with the Catholic side gaining in strength; moreover, Erdődy could still depend on the unconditional support of the ruler. None of his rivals had such a valiant past as Erdődy, and it seemed logical to place the focus of his campaign firmly on his heroism. There could be no greater proof of his achievements on the battlefield than his membership of the Order of the Redeemer, an honour that was regarded with high esteem at the international level, and which he successfully obtained by petitioning Gonzaga's court. (It is true that his investiture took place a good half year after the palatine election, but as the successful candidate, Zsigmond Forgách, soon passed away, the matter soon came to the fore once more.) It was only In the second half of the sixteenth century, carrying on into the first decade of the seventeenth, the scope for (self-)representation of a man's heroic deeds against the Ottomans was restricted to a relatively narrow area.
76 Some heroic portraits of Hungarians can be found on their funerary monuments, although in general these were not erected by the men themselves, but by their families after their death. Examples are the monument to István Dobó (d. 1572), legendary defender of Eger Castle, and the epitaph of Miklós Zrínyi (d. 1566), hero of the Siege of Szigetvár. 77 From the middle of the seventeenth century, however, in parallel with the overall increase in demand for portraits, there was a growing number of commissions for representative half-length -and even full-length -portraits. 78 One way in which heroic portraits could be given widespread publicity was through historical publications illustrated with engravings. Occasional portraits of Hungarian warriors began to appear around the turn of the sixteenth-seventeenth centuries in works by artists such as Theodore de Bry, Domenicus Custos and Hieronymus Ortelius, but the first series of related portraits were not produced until the middle of the seventeenth century, at the hand of Elias Wideman. 79 
The Votive Painting of Tamás Erdődy
Unlike with Dobó and Zrínyi, for example, a portrait of Tamás Erdődy that emphasised his heroic virtues was painted in his lifetime; moreover, it was executed in a genre that was particularly rare in his homeland. The large-sized votive painting, commemorating his victory at the Battle of Sziszek in 1593, went beyond the traditional confines of heroic representation, and functioned in its composition as a monument to the military achievements of the young ban. 80 ( Fig. 18 ) Tamás Erdődy kneels before the Crucifix, dressed in chain mail, his mente (overcoat) draped around his shoulders, his sword sheathed at his side. With his ornamental shield lying on the ground before him, Erdődy prays to Christ on the Cross, while the bloody scene of the Battle of Sziszek plays out in the background. At the foot of the Cross can be seen the Erdődy coat of arms. Behind him stand his attendants, one holding the young warrior's helmet and mace, another clasping his ornamental sword. Written across the sky above the scene is Erdődy's motto, "In Deo vici." A long inscription at the bottom of the picture lists glorious episodes from the campaign against the Turks waged by the Ban of Croatia, the titles he was awarded during his lifetime, the date when the picture was painted, and that of Erdődy's death. In 1594, Tamás Erdődy actually received a letter of commendation from Pope Clement VIII (Ippolito Aldobrandini), whose name is mentioned in the inscription. 81 In 1594, the Order of the Redeemer did not yet even exist, but was founded much later, in 1608, by Vincenzo Gonzaga, and papal approval was granted not by Clement VIII, but by Pope Paul V.
Illust(rissi)mus D(ominus) Comes Thomas Erdödy de Monyorokerek Mont(is) Claudii Co(mi)t(a)tus Varasd(iensis) Perpet(uus) Sup(remus) Comes S(acrae) C(aesareae) Re(giae) que Maiest(atis) Camerar(ius) Consiliar(ius) Supr(emus) Capitan(us) Necnon Banus Regn(orum) Dalma(ti)ae Croa(ti)-
Among the near contemporary historians dealing with the period, only György Ráttkay, in his Memoria of 1652, mentions the history of the Order of the Redeemer, and this leads to the assumption that this work may be the cause of the confusion. 82 In his chronicle, Ráttkay obscures the circumstances surrounding the granting of the letter of commendation and the bestowal of the knighthood, mentioning the latter immediately after his description of the Battle of Sziszek, and naming Pope Clement VIII as the donor. Ráttkay describes the medal as well, although he states that -in addition to the Order's correctly cited motto, "Domine probasti me" -Erdődy's own motto, "In Deo vici," also appeared. It is interesting that the person who made the painting's inscription derived the source data from a written work of history, and not from the Erdődy archives. The family had carefully preserved the charter issued by Ferdinando Gonzaga, and the text -at least at the start of the eighteenth century -was known and insisted upon. It is therefore likely that the painting was kept in a different place to the charter, and the author of the inscription found it easier to access the published history than the original document in the family archives. This question may only be resolved after the provenance of the painting has been clarified in full, but the data available at present only permit its locations to be traced back to the beginning of the nineteenth century, and no earlier.
This huge painting is presently kept at the Bojnice (Hungarian name: Bajmóc) Museum in Slovakia, where it was taken after the Second World War, along with other paintings that had previously hung in Galgóc. The first written mention dates from 1826, when it was described by Alajos Mednyánszky after his visit to the chapel in Galgóc Castle, in a work titled Festői utazás [Painterly Journey]. 85 The previous known description of the castle chapel, however, the canonica visitatio of 1780, makes no mention of the votive painting. 86 It seems reasonably certain that the painting was brought to the castle chapel at some point between 1780 and 1826, but this reveals nothing of its earlier whereabouts; it may just as easily have been in another location in Galgóc Castle as elsewhere. Knowing its place of origin would shed light on the type of audience the work was intended for. If the work had originally been hung in a church, it would have been seen by a completely different -and much larger -group of people than if it had merely decorated a castle wall somewhere, and this in turn would influence our assumptions about the level and type of representation the painting was intended to exert. I find it likely that the painting was made not to be hidden away on one of Erdődy's estates in Northern Hungary, but to be displayed in Slavonia, where it would have served to enhance the glory of the local ban. 87 This is supported by a stylistic analysis of the painting, which would tend to attribute the work to an unknown master from the southern regions of Hungary; furthermore, it is not mentioned in the notes on the Erdődy family history compiled for a planned lineage book. Research on this lineage book was carried out in the mid-eighteenth century by Ádám Rajcsányi, commissioned by a Erdődy family. Most of his work was based on his own studies of the documents in this archives, but the manuscript was never published. 88 The author of the manuscript always wrote down the known artworks that were associated with each member of the family, especially when the works featured actual information, for example, in the form of an inscription. When it came to Tamás Erdődy, he cited verbatim the inscription on the count's altarpiece of the Holy Cross in Szomolány. However, Rajcsányi wrote nothing about the votive painting. As he was mostly familiar with the castles on the estates in Upper Hungary, primarily those in Galgóc and Szomolány, the omission can be easily explained by him simply not being aware of its existence.
Authors who have already described the work point out the close compositional similarities between the votive painting of Tamás Erdődy and the heroic allegory of Miklós Zrínyi (IV), the most celebrated hero of the previous generation, who died defending Szigetvár. 89 ( Fig. 19) In the allegory, Zrínyi also kneels before the Crucifix in prayer, while little angels place his weapons, his flag and his shield at his feet, and Victoria crowns him with a laurel wreath. His heroic deeds are alluded to by the battle raging in the background, and by the slain Turks sprawled behind his back. On the left of the painting, behind the Cross, are Mary and Saint John the Evangelist, the standard figures accompanying Calvary scenes. In his Alongside the striking similarity of content and composition between the two pictures, there is one very important discernible difference. Miklós Zrínyi died in 1566, and his cult was shaped primarily by his descendants, in particular his son, György Zrínyi, who, among other things, also commissioned the allegorical painting. Count Erdődy's votive painting, on the other hand, was not produced post mortem, but while he was still alive, and was even commissioned by the subject himself. Tamás Erdődy constructed his own cult, so we may justifiably assume that there was some entirely topical reason for this instance of heroic representation.
According to its inscription, the painting was made in 1620, so quite some time after the actual date of the Battle of Sziszek. Of course, there is always room for doubt surrounding the authenticity of a date contained within an inscription that has proved inaccurate in other details. Assuming the inscription is correct, the topicality of this painting would most likely be the knighthood he received in 1619. However, this is contradicted by the absence of the medal of the order around Erdődy's neck, which he would surely have worn in a painting made in 1620. If the painting is dated before 1619, then the political events of the day seem a more likely reason for having the work commissioned: the palatine election of 1618 would appear most probable, although -as no precise date can be ascertained beyond all doubtit could just as easily have been either of the previous two elections.
As a comrade-in-arms of György Zrínyi, it is highly likely indeed that Tamás Erdődy was aware of the allegorical portrait of Miklós Zrínyi, and it would not be a surprise if his intention was to define his own heroism in comparison with the exalted position Zrínyi then occupied. Having his own image immortalised in such a similar composition seems to go beyond homage and to stray into the realms of rivalry. We have already seen that the two families had long been at loggerheads, having been locked in litigation for half a century -with this gesture of patronage, depicting himself as a hero of equal rank with Zrínyi, Erdődy may have been motivated by a desire to counter the Zrínyi cult.
The Funerary Monument to Tamás Erdődy
Tamás Erdődy died in Krapina Castle (Croatia) on 17 January 1624, and he was initially laid to rest on his estate in Szamobor (Samobor, Croatia). A few months later, when his monument was completed, he was reinterred in Zágráb Cathedral. 90 ( Fig. 20) The epitaph stone was erected by his son, Zsigmond Erdődy, who had his father portrayed as a soldier, dressed in armour and bearing arms, befitting of his heroic deeds. Tamás Erdődy holds his sword and his helmet in his hands, and around his neck is the medal of the Order of the Redeemer of Mantua, awarded to him just a few years earlier. Above his head is the motto, "In Deo vici," honouring his victorious battles. Beside him is a depiction of Christ on the Cross, and at the foot of the Crucifix can be seen the Erdődy family coat of arms. The Turkish war trophies and musical instruments in the side wings proclaim the triumphs of the Ban of Croatia, and in the tympanum are the unified coats of arms of Croatia, Dalmatia and Slavonia. In the upper section, the monograms of Christ and the Virgin Mary can be read in the two side medallions. The inscription on the monument lists Tamás Erdődy's main offices of state, as Ban of Croatia, Slavonia and Dalmatia, perpetual lord lieutenant of Varasd, and Master of the Royal Treasury, and also proudly declares his titles as a councillor and as a knight:
Epitaphium Ill(ustrissi)mi D(omini) D(omini) Comitis Thomae Erdeodi de Moniorok(ere)k Montis Claudy & Co(mi)t(a)tus Varasd(iensis) Comitis P(er)petui Sacri Ordinis Redemptoris Equitis Thavern(icorum) Regal(ium) Mag(ist)-ri Sacr(ae) Caes(areae) Regiaeq(ue) Ma(ies)-t(a)tis Consiliary ac Regnor(um) Dal(matiae) Croa(tiae) Scla(voniae) Olim Bani qui 17 Janu(arii) An(n)o D(omi)ni 1624 Aetatis Suae An(no) 66
In D(omi)no pie Obyt. The heroic portrait on the epitaph stone is unique because it shows, worn around Erdődy's neck, an authentic image of the medal of the order (Fig.  21) , no original copies of which have survived. The important role the medal played in Gonzaga's patronage can now only be deduced from its depictions in portraits and from medallions struck by members of the duke's family. (Fig. 22) The medal was oval in shape, circumscribed by the legend "nihil isto triste recepto," and on its obverse was an image of two kneeling angels holding up the Relic of the Precious Blood in Mantua Cathedral, three drops of the Redeemer's blood kept inside a monstrance-shaped reliquary. The broad links on the intricately worked gold chain alternated between those bearing sapphires and those containing syllables which, when put together, read out the first line of Psalm 139, which was also the motto of the order: "Domine, probasti me." 92 Erdődy was buried together with the chain. 93 The sculptor of the monument must have seen the actual medal, however, in order to be able to carve its likeness so accurately. Later, as we shall see, the medal was no longer around, and in subsequent descriptions and depictions it featured either with errors or not at all.
During restoration work carried out after the earthquake in Zágráb in 1880, objects were uncovered that museum researchers have traditionally associated with the burial of Tamás Erdődy. These include a rosary from the early seventeenth century that allegedly came from the 
III. TAMÁS ERDŐDY AS REMEMBERED BY POSTERITY
Material Artefacts
The gifts made by Tamás Erdődy to the churches located on his estates are mostly known only from written sources; these include the leather altar frontal, bearing a painted image of the Virgin Mary, given to the Franciscan church in Jasztrebarszka, and his donation to Szomolány parish church. 97 One object that has survived, however, is the solid silver statue of the Virgin Mary that he gave to the shrine in Tersatto (Trsat, Croatia). The figure of Maria Immaculata stamping on a crescent moon (Fig. 23) , which had become a symbol of the war against the Ottomans, may appear to be an early example of heroic representation, but the inscription on its base reveals the personal nature of the commission. 98 The statue, made in Augsburg in 1597, and bearing the dual coat of arms of Tamás Erdődy and Anna Mária Ungnad, was a votive gift, with which the young married couple pleaded for their son Zsigmond to be healed from his illness.
Thomas Erdedi Comes Montis Claudii et eius uxor Anna Maria Ungnad Comitissa Deo et Beatissimae Virgini Mariae pro filio
Sigismundo Gravissime Aegrotante supplices humiliter voverunt 1597. There are, regrettably, no other surviving material artefacts from Erdődy's personal possession. Nothing is known of what must have once been a rich treasury of goods, and not a single personal inventory of his has been left to us. We do not even have a list of the items in his estate after his death; presumably none was drawn up, because Tamás Erdődy broke with convention at the time by not writing a will leaving his possessions to his descendants, but by dividing up his wealth among his sons and daughters while he was still alive. 99 After his death, his children shared among themselves the silver tableware he kept for everyday use, no pieces of which were of particularly high value. 100 Magnificent objects that turned up in his treasury from time to time are known only via indirect sources, such as reports on wedding gifts, which constitute a well defined group. For his wedding to Anna Mária Ungnad, for example, Archduke Charles and Emperor Rudolf II each sent an ornate drinking vessel. 101 He received further gifts of a similarly expensive nature when his children were married. Archduke Ferdinand sent emissaries to represent him at the weddings of Erdődy's children. In 1603, for the wedding of Zsuzsanna Erdődy, the archduke ordered a chalice worth 100 thalers, while for the wedding of Kristóf Erdődy in 1612 he sent a gift costing 115 forints. 102 When Anna Erdődy was married in 1614, a goblet with a value of 80 forints was received from the archduke. 103 The instructions issued to the Hofpfennigmeister included the names of the children getting married only on occasion, whereas the father was named in every case, indicating that the gift was chosen in accordance with the identity and rank of the father. 104 However, wedding gifts from the ruler were not the only valuable Trinkgeschirr received by Erdődy from the royal court; sometimes, items of fine metalwork were despatched to Erdődy in reciprocation for gifts that he had sent to the ruling family: in Graz on 23 September 1609, for instance, Archduke Ferdinand approved the purchase of a small, gilt silver goblet, which he gave to Tamás Erdődy in exchange for a horse received from the count. 105 Besides the records of gifts, trial documents can also provide information about valuable assets, some of which may have been stolen from the owner, while others were "procured" by various means. Pál Jedlicska came across the report of an investigation carried out in 1606, initiated by Tamás Erdődy and his wife, who claimed that assets worth 6000 forints had been stolen grave, 94 but no items of jewellery belonging to the Order of the Redeemer. The Zágráb centre of the Hungarian Millennium Exhibition (1896, Budapest) also exhibited military items supposedly owned by Erdődy -his flag, his armour, his mace and his sword. 95 The latest research, however, has determined that the items now kept in the treasury in Zágráb Cathedral belonged not to Tamás Erdődy, but to Miklós Erdődy, a later Ban of Croatia, who was also buried in the cathedral. 96 from them. The bailiff of Szomolány had been entrusted with the safekeeping of the valuables, and had been instructed by Erdődy to transport them either to Jókő or to the nearby settlement of Vöröskő (Červený Kameň, Slovakia). The bailiff, however, had neglected his duty, the castle had fallen into the hands of bandits, and the treasures had been stolen.
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There were also instances where Erdődy seized valuables by force. Through not entirely legal means, he had come into possession of certain assets from the estate of Miklós Micatius, Bishop of Nagyvárad (Oradea, Romania), who had been robbed and murdered in Szombathely in June 1613; after the murderer was caught, some of the deceased bishop's assets were removed to Monyorókerék by Erdődy's lieges. According to the ruling of the Hungarian Court Chamber, the assets had been appropriated "by use of force" and "out of selfish interest" by Demeter Náprágy, Archbishop of Kalocsa, and Tamás Erdődy, who refused to hand them back, despite multiple orders to do so, and even imperial command. The last known piece of information about the assets comes from June 1615, when the Court Chamber once again ordered their return -demonstrating that all previous demands had failed. (Erdődy was pressed to return mostly cash, but also a solid gold, gem-encrusted cross, valued at 1500 forints, which had been stolen by the murderer; Erdődy was assumed to know the location of the cross.) The matter is likely to have been settled thereafter, for I could find no further trace of it. 107 All the objects from Erdődy's treasury, even if some occasionally turned up in the documents of one or other of his direct descendants, disappear without a trace by the first half of the eighteenth century. Nevertheless, the family cult of the distinguished ancestor continued to be maintained and nurtured down the family line. This is apparent not only in the Erdődy lineage book or in the speeches delivered at family funerals in the seventeenth and eighteenth centuries; efforts were also made to keep his material artefacts within the family. In the will written by one of his grandsons, Imre Erdődy, we can see how the fate of one particular group of items (which was not of the greatest monetary value) was decided: these were the silver dishes that had belonged to his grandfather, Tamás Erdődy, Ban of Croatia, and after his death, Imre wanted his nephew, György Erdődy III, to inherit them.
Ill ( 108 We know, from the treasury inventory in Jasztrebarszka, that there were, in total, 21 silver dishes bearing the coat of arms of Tamás Erdődy. 109 It is unknown how many were actually inherited by the heir, György Erdődy, but it was definitely more than half of them, because that was the amount he guarded jealously until his own death. In the treasury inventory taken in Pozsony in 1709, twelve of them were listed under the title of "dishes of the late Imre Erdődy." 110 As György Erdődy died childless, he also bequeathed the silverware to his nephew, with the express intention that they be kept in storage under the trust (fidei commissum) he established, precluding any future disposal by sale or gift. With this stipulation, the objects were passed to the heir, László Ádám Erdődy, Bishop of Nyitra (Nitra, Slovakia), but the dishes never reached the trust treasury. The bishop had little knowledge about the provenance of these items, for the note he received with them simply referred to them as "twelve silver dishes." 111 Neither the name of Imre Erdődy nor that of Tamás Erdődy was raised in connection with these items of silverware. To this eighteenth-century descendant -with no personal connection to the previous owners -these objects held no sentimental value. All track of these silver dishes was soon lost, and they were absent from the inventory of the trust goods made in 1741.
In 1709, another object that in all probability originally belonged to Tamás Erdődy could be found in the possession of the afore-mentioned György Erdődy; this was … A crystal glass goblet in a case, bearing the coats of arms of the Erdődy and Ungnad Families.
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György Erdődy also considered this object precious enough to set it aside for safekeeping by the future trust. In his will, it is clear that this fragile drinking vessel was important to him not only because it was a family heirloom, but also because the "hundred and something years old" goblet was a treasured antique. Thereafter, however, nothing more is heard of it.
Presumably it got broken.
Fictive Portraits of Tamás Erdődy
In the nineteenth century, when a sharpening of interest in the past led to increased demand for images of heroes from bygone ages, there were no portraits of Tamás Erdődy that were readily available. At the beginning of the century, the Viennese engraver Sebastian Langer produced a series of images of important military leaders from history, and when he reached Erdődy -not having any authentic portrait to hand -he used an illustration from a volume titled Türkische und ungarische Chronica, published in Nuremberg in 1663.
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( Fig. 24) The original engraving from the chronicle, produced by Matthäus von Somer, actually depicted Tamás Erdődy's grandson, György Erdődy I (Fig. 25) , and can itself be traced to an even earlier precedent. The portrait of György Erdődy was engraved by Elias Wideman in 1646 (the series was published in 1652), and this, with minor alterations, was used as the illustration in the Nuremberg publication. 116 ( Fig. 26 ) In parallel with this, the large, full-length portrait of Tamás Erdődy was produced, for hanging in ancestral galleries, which can also most likely be regarded as a fictive portrait. At present, I know of two copies: one was once in the ancestral gallery in the Erdődy Castle in Vép. (Fig.  27-28 ) This is known from a photograph taken in the castle's "grand dining room" at the start of the twentieth century, while the painting itself is missing or destroyed. The photo clearly shows its prominent place within the family gallery: Tamás Erdődy was the only ancestor shown in a fulllength painting. Judging from the photograph, the painting was probably made in the nineteenth century. A variant of the same painting can be recognised in a full-length portrait -presently listed as a portrait of an unidentified man -now kept in the museum in Vöröskő; the origin of this painting is still unclear, and may have come from Galgóc, not far from Vöröskő. 117 (Fig. 29 ) Though cropped differently, it faithfully copies the erstwhile portrait in Vép, and can also be dated to the nineteenth century. In these paintings, the Ban of Croatia and Slavonia is shown with his head uncovered, dressed in armour, grasping his sword in his right hand, resting his left hand on his helmet. Around his neck is a large medal of the Order of the Redeemer, albeit a fictive one. In the background, alluding to his prowess on the battlefield, a line of Turkish lances can be seen propped against the wall.
This portrait of a knight in shining armour, painted in the nineteenth century, long after the subject had died, is a perfect example of the power of artistic representation to have an impact on future generations, and of the effectiveness of the heroic propaganda fomented by the seventeenthcentury ban. The painting is a precise imprint of the idealistic image that the count wanted to leave to posterity. Its composition follows that of the funeral monument in Zágráb, with the difference being that the nineteenth-century painter -unlike the sculptor working in Zágráb -had no idea what the medal of the Order of the Redeemer really looked like; instead of the reliquary of the Precious Blood, the oversized medal carries an image of the Crucifix, which appears in most of the works that feature Tamás Erdődy (and which, coincidentally, is more in tune with the name of the military order).
*
The artworks that can be associated with the patronage of the Ban of Croatia indicate that Erdődy pursued a policy of supporting the arts that was in line with his influential position of political power. It is somewhat surprising, therefore, that the man himself -from the perspective of art history -is hardly known at all. Only his heroic allegory and his epitaph stone in Zágráb have so far been given the attention they deserve; the Szomolány altarpiece is largely ignored, and the altar painting from Varasd probably even more so. The fragment showing Saint John the Baptist has -to the best of my knowledge -never been presented before. This can only partly be explained by the fact that the works of art associated with him are now scattered across several different nations, for even before the twentieth century, Tamás Erdődy was not the subject of particular attention from scholars. It seems to me that he merged into the background of research as a result of a kind of damnatio memoriae. Interestingly, the artistic representation of Tamás Erdődy ended up in the shadow of the propaganda of a rival noble family, the Zrínyis. The enormous influence of the Zrínyi cult, which arose simultaneously in the fields of literature, art and history writing, diverted all attention away from the figure of Tamás Erdődy. 118 Perhaps this was not by chance: there are examples of Zrínyi scions intentionally "deleting" Tamás Erdődy from the eyes of posterity. In 1660, long after the author's death, Gergely Pethő's Brief Chronicle of Hungary (Rövid magyar krónika) was published, which had originally been written in the early 1620s (and which was long attributed to Miklós Zrínyi). Pethő dedicated the chronicle to Tamás Erdődy, and over several pages he praised the achievements of the Ban of Croatia. Gergely Pethő died in 1629, however, and his manuscript ended up -through mysterious circumstances -in the possession of the poet Zrínyi. The volume was finally published some three decades later, with Zrínyi's supportbut without the author's dedication. 30 The documents shed no light on the identity of the mediators, who are referred to as "followers of our lord Miklós Zrínyi," "servants of His Grace the plenipotentiary," and similar appellations. 31 The land exchange agreement between Miklós Zrínyi and Péter Erdődy was signed before the Chapter of Zágráb on 13 February 1557, but had probably been agreed upon in advance. For the text of the agreement, see BArABás II, 1898, dok. CIV. It is certain that on 9 March 1557, the demesne of Monyorókerék was already under Zrínyi's control. BArABás I, 1898, dok. CCXCIV. 32 ÖStA, HHStA, FAE, Lad. 52. fasc. 4. Nr. 4. 33 The discrepancy resulted from the fact that in addition to the original sum of 11,000 forints in cash, Zrínyi was also required to give a wall-breaking cannon, worth a further 1,000 forints. klAić 1987, 232. I am grateful to Szabolcs Varga for clarifying this point.
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